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1. Introduction 
1.1 Project Motivation 
Initially two of us sought to commence a project with focus on a music genre known to 
be associated with politics, ideology or revolt (e.g. reggae, jazz, punk) functioning as a 
meeting place and melting pot for different cultures; replacing territorial, racial and 
religious stigmas with a common ideological one. 
Subsequently we discussed the project proposal with the now third group member, who 
was looking to do a project entailing whatever factors that are causal to the creation of 
common identity or shared feelings of unity. He had previously received a 
recommendation of B. Anderson's "Imagined communities" from our student councillor 
Afonso Moreira. 
So in an attempt to coin the two project ideas, the result became a project focusing on 
the hip hop culture (or nation, as we intend to argue) and especially the mediation of 
politically and/or revolutionary (also in the sense of a mental revolution) minded 
"speech" through rap music; and how it affects the ideologies of listeners on a global 
scale with a spirit of rebellion against the inequalities of 'the system' - in other words, 
against the oppression of the people being exerted by the authorities. 
The culture of hip hop and its associated art forms have been very evident in the world 
our generation grew up in, and the rap scene seems to be ever morphing in various 
directions, mixing with different genres. However, we're interested in the so-called true 
hip hop: the very spirit of the notion of hip hop and its message - not the sound. 
 
1.2 Outline of project plan 
We would like to start by defining the concept of “identity” as it is meant in this project. 
We will do this by utilizing "Imagined Communities" by Benedict Anderson and by 
analyzing the lyrical context of hip hop songs to see how the media of music helps 
influence and create a common identity based on expressions, common goals and 
mutual enemies. 
By analyzing hip-hop as a means of communicating an advocacy for change, we would 
define revolutions of the past and present, and look at how a strong common feeling of 
unity can gather individuals despite cultural differences due to a craving for change, in 
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this case exemplified by a common understanding of the situation at hand based on the 
lyrical context of hip hop. 
This will culminate in a miniature case-study of the recent revolutions in the Middle 
East (Tunisia, Egypt & Libya) where hip hop music has gained major influence in the 
past months since the first revolutionary thoughts began to get expressed on the streets 
and leaders were forced to abdicate their positions of power. 
 
1.3 Problem Area 
The theory of imagined communities analyses different aspects of how a community 
can be established, although the people who belong to it will never meet, but only 
imagine each other's existence. Thus, common feelings of being part of a greater whole, 
such as being part of a nation, unite people under one shared identity across 
geographical boundaries. In every community, there are a series of common images that 
one projects on people. There are actors you look up to, actors you look down on, and 
actors you can relate to. How is revolutionarily minded hip hop seen in the context of 
such an imagined community, and is it similar to how revolutionaries are seen in the 
national communities of the world? 
Hip hop and what it entails is a relatively new phenomenon, ranging only a few decades 
back – it has its origins in 1970’s New York City’s South Bronx, where the crime rates 
were extremely high along with joblessness. Rap music initially functioned as an outlet 
for some of the many people that felt their opinions had to be heard. It has grown 
enormously in a short amount of time, and its influence is seen mainly in styles of 
clothing, music, dance and art. The music will be our primary focus, especially in the 
form of lyrics of rap songs addressing issues such as inequality, racism, poverty, 
exploitation, etc. Since the beginning, the topics of hip hop lyrics has developed in a lot 
of different directions, and it is important to note that we will mainly be focusing on 
revolutionary/politically concerned hip hop. We will thus shortly describe the different 
subgenres in order to talk about the parameters which are typically used. 
Revolutionaries, in a common political sense, tend to be defined as revolutionary 
idealists who have a completely different way of thinking, and who aim to revolt against 
the current system through informing the masses of the injustice they see, Malcolm X 
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could be an example of this as he wanted to end racism against the African American 
community by raising awareness among his peers and by trying to overthrow the "white 
rule" of America. 
According to the need of interdisciplinarity, we are planning to write the project in the 
fields of sociology and political science. The sociological part will be concerned with 
the shaping of identities and the theory of imagined communities, while the political 
science part will focus on the ideologies and revolutionary mindsets of the so-called hip 
hoppers. 
 
1.4 Problem Formulation 
How is a community's common cultural identity and ideological stance influenced by 
the music it identifies with? 
  
1.5 Working Questions 
− How are identities shaped in the light of Anderson's theory "Imagined 
Communities"? 
− How could the mass media outlet of rap music lead an imagined community 
towards revolution? 
− How has the new wave of political hip hop in the Middle East influenced the 
current revolution? 
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2. Methodology 
2.1 Introduction to the methodology chapter 
In this project, we intend to use a deductive approach, since we intend to investigate our 
hypothesis of a culture united through many aspects (focusing mainly on music). We 
will analyze literature concerning that topic, and thereafter we will hopefully validate 
the hypothesis and form a conclusion based on the answers we find. The chosen 
literature will be secondary data and consist mainly of articles that have already been 
conducted by others – dealing with topics such as e.g. 'identity', 'alienation', and 
'hostility' – preferably in relation to hip hop as a culture and the emergence of it. The 
problem formulation will be approached qualitatively, as a thorough analysis of data 
will be needed in order to give an answer to a question with such components, which 
require great considerations regarding whether or not a certain factor can have a 
definitive impact, and how to determine this, since we are dealing with individual, 
abstract perceptions. 
One of the main theories we are going to use is called Imagined Communities, and was 
first conducted by the Irish professor of international studies,  Benedict Anderson, in the 
book of the same name from 1983 (Anderson:1983). It was further elaborated by Tim 
Phillips in 2002 in his text called Imagined Communities and self-identity: An 
exploratory quantitative analysis (Philips:2002). We will seek to relate these theories to 
our investigations of the concept of the hip hop culture and what it entails. Hip hop is 
based on four pillars: Deejaying, Emceeing, Breaking and Graffiti (BBC:2003). Our 
project will focus on the Emceeing1 part, as we will concentrate on the lyrics of the 
music as a cultural/ideological expression, and not so much on the other elements of hip 
hop. 
 
2.2 Ontology 
Most likely, since the chosen subject deals with an imagined community and the basis 
of human understanding based on a community which does not exist with physical 
borders to protect it, we will have a constructionist point of view in describing our 
                                                 
1
  MC (Emcee) is short for Master of Ceremonies, later Microphone Controller 
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project, the constructionist view is based on the idea that reality is subjective and 
dependent on human ideas and feelings, and that they (the hip-hoppers in this case) 
construct their reality on subjective perceptions. This concept seems most adept to 
prove that the community constructed in the minds of hip-hoppers is based on a reality 
that they experience based on an identifiable, yet non-physical bond between them and 
other people that share the same values. 
The objectivist ontology is not without its merits and there are clearly some points to its 
understanding of reality that could be used to explain and understand the hypothesis in 
question: that the world will always be objective and independent despite the thoughts 
of its inhabitants. While that could explain a hypothesis in which the hip hop 
community is constructed beyond physical borders, it would not give us as many angles 
of analysis and possibilities of putting it into perspective as the constructionist ontology. 
(Bryman:2008) 
 
2.3 Epistemology 
Our epistemological stance is interpretivism, as the knowledge we are analyzing and 
trying to acknowledge, is one of a subjective kind. The realities spoken of in various rap 
lyrics are based on reflections of certain social realities, and therefore, to establish what 
theory of knowledge we will be using, we are to investigate the very mindsets of these 
pre-mentioned rappers, and this is simply based on abstract issues, rendering positivism 
and realism less qualified for the investigation. If we were to analyze and compare more 
tangible data such as, for instance, economic statistics of areas known for their hip hop 
culture, positivism, perhaps, would be more suitable, as it is often associated with the 
natural, “hard”, sciences, although it would be a misassumption to say that this is 
always the case. 
Realism could as well be a candidate for our epistemological stance, as this seeks to 
understand recurring structures of the social world, but this would suit our approach 
better if it were inductive. (Bryman:2008) 
 
 
 
9 
 
2.4 Methods 
Using a quantitative approach would be relevant if we were to illustrate e.g. socio-
economical conditions in certain areas in order to relate it to some of the general 
conditions that are dealt with in rap lyrics, and it would likely function well with the 
positivist epistemology. However, we have chosen to take a qualitative approach on the 
subject in order to understand the social factors of why and how the people are reacting 
the way they are to this community's issues and rules. 
The deductive approach is our preferred method to get an affirmative answer to the 
hypothesis which we’ve established in our problem formulation, and to prove that hip-
hoppers (or more precisely, as we will elaborate later on, those people experiencing the 
revolutionary spirit of hip hop) are in fact united across different social and 
geographical backgrounds. An inductive approach would simply not give us a concise 
conclusion to our hypothesis as it stands currently, and an abductive approach would 
probably be possible as well, but we reckon that it would take us off course towards 
where we want to go with the project in the limited time given to us, with our course 
being to explain why these people are united across differences in social and 
geographical background. 
 
2.5 Data Collection 
We have chosen to use only secondary data collected by other researchers on the 
subject, as primary data will be difficult to obtain based on the limited amount of time 
available until the project is due delivered, and because of the complex nature of 
collecting such personal, explanatory data in a standardized form in order to use it for 
empirical, first hand data. We have thus ruled out the idea of utilizing first hand data, as 
we will not be conducting any interviews. (Bryman:2008) 
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2.6 Limitations 
We started out by planning to do some interviews with people in the hip hop community 
in Copenhagen (assuming that there is one), but quickly realized that it would take too 
much of our time to carry out these interviews. We also changed our original focus to 
include the recent political revolutions in North Africa and the Middle-East, and 
therefore it would be even harder to collect a fair amount of reliable interviews. For our 
current focus it could be an option to go to e.g. Libya and carry out research on 
communities influenced by hip hop and rap there, although the Middle-Eastern 
countries could turn out to be dangerous places to investigate regime-critical 
movements for the time being. 
Instead we will mainly carry out our theoretical and analytical work on the basis of 
books, articles, reports etc. 
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3. Theoretical Approach 
3.1 Anderson's “Imagined Communities” 
The book "Imagined Communities" was first published in 1983 and the purpose of it is 
to clarify what the concept of nationalism entails. Apparently, as Benedict Anderson and 
others before him had observed, nationality, nationalism and the very idea of a nation 
were all rather sketchy concepts, even though the phenomena were doubtlessly present 
throughout the modern world. Thus, to get to the bottom of it, Anderson analytically 
processed various historical data in order to explain how the first nations were born, and 
which factors had caused them to emerge. He offers some key points as to why the 
Spanish empire fragmented into eighteen Latin American nations in a rather short 
period. 
The Spanish colonial countries were ruled mainly by creole slave owners. These creoles 
were generally neither accepted as Spanish when in Spain, nor e.g. Peruvian when in 
Peru. The headquarters of the Spanish empire was the capital city of Madrid. As the 
taxation of the slave owners of Latin America, who were obedient to Madrid, began to 
rise, alongside with a set of basic human rights for slaves, which were a result of the 
spreading of the Enlightenment, the creole slave owners revolted against their 
motherland, craving independence. Gradually the liberators – the insurgent creole slave 
owners – realized that the slaves, being the engine for the market's drive, had to be 
integrated into society in some way.  
 
 "The Liberator Bolívar himself once opined that a Negro revolt was 'a thousand 
 times  worse than a Spanish invasion." (Anderson 2006:49) 
 
Thus, as natives and creoles began feeling unified on the basis of a territorial stretch 
rather than on a linguistic or religious foundation, the concept of the nation appeared. 
 
 "San Martín decreed in 1821 that 'in the future the aborigines shall not be called 
 Indians or natives; they are children and citizens of Peru and they shall be 
 known as Peruvians" (Anderson 2006:49-50). 
 
Anderson defines the nation this way:  
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 "it is an imagined political community - and imagined as both inherently limited 
 and sovereign." (Anderson 2006:6) 
 
He considers it imagined because the people belonging to the nation will never meet or 
even hear of the majority of their fellow countrymen, although they share a common 
feeling of unity. 
It is imagined as limited, since regardless of the nation's territorial size or amount of 
citizens, the boundaries of the nation are finite, and other nations inexorably exist 
beyond them. Also, unlike the desire of religion, the nation and its citizens do not seek 
world conquest. 
Anderson sees the nation imagined as sovereign. The uprising of nations happened in a 
time where the local deity was the supreme power of the universe, but as devout as a 
man could be at the time, it became more or less impossible to ignore the pluralism of 
religions dominating the world, as the Enlightenment kept expanding. Thus, the very 
foundations of hierarchy were transformed, rendering the nation in a position of power, 
rather than religion. 
Lastly, it is imagined as a community, since there is a certain feeling of comradeship 
across the nation, regardless of the inequality and exploitation that may be present 
within it. This imagined fraternity is the causal factor for the immense amounts of 
killings and deaths that have occurred in the name of freedom. 
 
3.2 Phillips' “Imagined Communities” 
Anderson's ideas on the topic of identification of the personal belonging as crucial to the 
study of imagined communities can, according to Tim Phillips, be seen to address two 
broad themes: 
 
  "(1) the complex nature of self-identification with imagined communities; and  
 (2) the  consequences of feeling connected to imagined communities in other 
 aspects of social life"  (Phillips 2002:601) 
 
Phillips emphasizes that Anderson pointed out that imagining a community can 
potentially occur in various forms, although he himself focused on nationality. He 
suggested that: 
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 "All communities larger than primordial villages of face-to-face contact ... are 
 imagined." (Anderson 2006:6) 
 
He elaborated on this by stating that he sees imagined communities to be importantly 
differentiated in the minds of individuals. Individuals are subject to embodying distinct 
narratives, myths and stories. Further, he mentioned that such "cultural artifacts" can be 
the basis for a deep attachment to the imagined community, resulting in routine values 
and/or practices, such as e.g. racism and exclusion of those who are “different”. 
 
Phillips considers Anderson's observations important, since they "raise the interesting 
issue of how the various layers of imagined community to which an individual may feel 
a personal sense of attachment cohere together in socially meaningful ways." (Phillips 
2002:602) 
Combining the observations of the two themes, Phillips states: 
 
 "It suggests that the combination of interacting layers of imagined community, to 
 which the individual feels a sense of attachment, can be conceived of as a  type of 
 independent variable. When aggregated, these self-identification sets can come 
 together in socially meaningful ways, with the potential to be powerfully 
 consequential for other aspects of social life." (Phillips 2002:602) 
 
3.3 Legitimacy and revolutionary theories 
3.3.1 Political legitimacy 
To understand what the concept of revolution entails, we must first understand the 
concept of legitimizing power, because a revolution is based on the general feel of the 
public that the current power has lost its legitimacy and therefore needs to be replaced 
by another form of rule. 
It is one of the oldest discussions in politics:  
 
 ”Why should citizens feel obliged to acknowledge the authority of government, 
 do they have  a duty to respect the state and obey its laws?”  
 (Heywood 2007: 219) 
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But the modern debate focuses more on why people do obey a particular system or 
state, rather than why they should obey any rule. 
The most common and basic contribution to understanding legitimacy as a sociological 
phenomenon was presented by Max Weber, the German sociologist who comprised his 
”ideal types” in order to break up authority into 3 primary forms. 
 
− Traditional Authority 
− Charismatic Authority 
− Legal-rational Authority 
 
Traditional authority  
Is, as the name would suggest, built on long-established customs and traditions, its 
legitimacy is based on a nation that ”has always existed” and has therefore been 
sanctified by history, because previous generations have used them and stuck with them. 
It is therefore ”set in stone” so to say, and it cannot be challenged. Mostly found in 
small groups and institutions such as patriarchism, where the father is the undisputed 
leader of the household, or if you want to look at it on a larger scale, the dynastic rules 
of Saudi Arabia and Kuwait that still proceed in a form of Monarchy –another form of 
traditional authority. It is important, however, not to be confused with constituted 
western monarchies in modern times, which generally have no real power, but help 
shape political views through values such as respect and duty. 
 
Charismatic Authority  
Is based on a person's charisma (a person’s capacity to establish leadership through 
psychological control over others) with no basis in a person's political or social status, 
the personal appeal of a ”hero” or ”saint” gives the person a power that, although 
fragile, can be very powerful. Some examples include political leaders of the past such 
as Adolf Hitler, Napoleon or Ayatollah Khomeini, who were seen as almost god-like by 
their people. If manufactured correctly (the charisma is not merely natural), there are 
virtually no limits to your abilities, however it has proven difficult for regimes to outlive 
the ideas of their founding fathers, as seen with Hitler or Mussolini. 
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Legal-Rational Authority  
Is the most common type of authority in today's western world, combining a formal 
constitutional set of rules and a charismatic leader, it combines the two previous types 
of authority, establishing a middle ground, where a charismatic leader is elected into a 
set of rules to ensure that he can accomplish what the public wants without going 
overboard. 
An alternative to Weber's approach is Karl Marx' view on legitimacy. Traditional 
Marxist scholars have viewed legitimacy as a myth created by the bourgeoisie, but 
modern Marxists have changed the view to include the concept of legitimacy, although 
they do not view it the way Weber does. They agree that a capitalist society is upheld by 
establishing support, however they are unnerved by the seemingly uneven class system 
as explained in ”Legitimizing Crisis” (Habermas:1973, cited in Heywood:2007) by 
Jürgen Habermas as a series of ”crisis tendencies” within capitalist societies that make it 
difficult for them to maintain political stability through consent alone. Habermas argues 
that this tension creates a tug-of-war between economic logic on one side, and the 
pressures of the public on the other. And he suggests that a capitalist government 
therefore cannot permanently satisfy both popular demands for social welfare and the 
free market economy of private profit. He therefore concluded that legitimacy cannot be 
maintained in the long term as revolt is unavoidable. 
 
3.3.2 Revolutionary theories 
The reason we have spent the past page establishing the issue of legitimacy is because 
political science deals with revolutions, and why they occur by this legitimacy 
collapsing, and thereby making the end result likely to be repression or a wide-spread 
political change, be it either ”evolution”: a short, methodical process of continuous 
development, or ”revolution”: a swift root-and-branch change that entirely recasts the 
political order and typically brings about an abrupt and often violent break with the past 
regime. When talking about revolution, you need to consider the legitimacy. 
While the traditional Marxist believes in revolution, which is, as previously stated, the 
inevitable collapse of the class society giving way to a revolt for equal rights and a 
classless society, Lenin devised in 1917 that revolutions had to be ”made” and could not 
simply be caused by inevitable circumstances. He therefore initiated the October 
16 
revolution only a few months after the bourgeois revolution of February 1917. 
However, in retrospect this seems more like a coup d'êtat than a revolution since power 
was not seized by the masses, but by an oligarchy: a minor group of people believing 
they acted on behalf of the masses. A more suitable example might be the Chinese 
revolution of 1949 where Marxist theory further evolved when the peasantry and the 
urban revolutionary proletariat conjoined in a sort of mix between classical Marxism 
and Leninism, where the revolution is a product of the class society breaking apart, but 
it also needs to be pushed forward and ”made” by strong leaders and a willingness to act 
on what you believe to be right. 
The counterargument to Marxist revolutionary theory was created by Alexis De 
Tocqueville, who in his book ”The Old Regime and the Revolution” (De 
Tocqueville:1856, cited in Heywood:2007) describes his reasons for the revolutions in 
France in the end of the 18th century. He writes that the aim of the French Revolution 
(1789–1799) was not to destroy the sovereignty of religious faith or create a state of 
permanent disorder. It was actually a movement for political and social reform to 
increase the jurisdiction and power of the authority. The Revolution never intended to 
change the nature of our traditional society as a whole. The most permanent 
achievement of the French Revolution was the suppression of the political institutions, 
most commonly described as feudal, who had held unquestioned sway in almost every 
European country for many centuries. The Revolution set out to replace them with a 
whole new political and social order, based on equality. 
In his work, Tocqueville makes some key propositions, three of which are the most 
discernible. First, the point is stressed that even though the French people tried to 
change nearly everything with the Revolution, they fell back on familiar patterns that 
were observable before it, because they could not help but use them as a template. They 
especially wanted to abolish the old system, yet oddly enough, they ended up, as it was 
the case before, with a strong state because, paradoxically, it was the only system that 
they could envision to deconstruct the old system and yet at the same time maintain 
order. Therefore, much of the old system had to be kept in order to use it to bring about 
its destruction. This is, in Tocqueville's view, the reason why even though the French 
tried to change everything, much stayed as it was before. 
Secondly, Tocqueville repeatedly stresses that if people desire freedom not for its own 
sake but for another goal, to further their material interest, it is unlikely that freedom 
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will not turn into a despotic form of rule, where everybody may be free to enhance their 
material interest but without political freedom. He therefore argues that if material, self-
interested behavior is the reason for action, people may vote for a government that gives 
them an economic stability, even if the price to pay for this is their political freedom. 
Thirdly, seeing Tocqueville's work in context to Democracy in America, it can be 
argued that he saw France as being the polar opposite of the U.S.A. Whereas in France 
before (and after) the revolution, people relied on a central power instead of becoming 
economically or politically active themselves, in the U.S.A., political action took place 
on a “grassroots” level. There, private individuals formed the basis of economic and 
political life, but, in France, this center of gravity was taken up by the bureaucratic 
machine. 
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4. Contextualization 
4.1 Introduction to the contextualization chapter 
Before we begin to analyze, we feel that it is important to understand the different basic 
pillars which are the background for our problem formulation. Therefore we will 
provide background knowledge in this chapter. The topics described in the 
contextualization chapter will constitute the framework of our analysis. 
 
4.2 African-American people's role in USA 
Because most of the music we’re going to analyze is written by black MC's, we will 
here briefly outline the background of African-Americans in the United States. This will 
make it easier to analyze their lyrics and relate them to the topics that are contemporary 
for this particular group. 
As known by most people, African-Americans have had a long history of slavery and 
oppression, with the first recorded slavery in Virginia in 1619 (Davis:2006). Rebellious 
thoughts have been in the minds of many African-Americans, as they’ve confronted 
issues such as slavery and racism in general etc. Examples are activists such as 
Malcolm X, Martin Luther King Jr., and Rosa Parks who is viewed by many as a 
pioneer in the civil rights movement. Her actions should not be in need of explanation, 
but in short, in 1955, she started an uprising against governmental and general racism 
by not wanting to give up her bus seat to a white person as the law demanded (Dove: 
1999).  
Even though a lot has changed since that day in 1955, widespread racism can still be 
found in the United States. Among other things, the 9/11 terrorist attack in 2001 has 
started a rising resentment in the U.S.A. towards immigrants, and this helps reinforcing 
the racism from the time of slavery. (Shah: 2010) 
 
4.3 Krims' “Rap music and the poetics of identity” 
In his book from 2000, Adam Krims sets out to work with the creation of identity 
through rap music. He puts a lot of emphasis on how the music is put together 
compositionally, and how these compositional parameters are used in different kinds of 
rap music – and how they not only reflect the culture, but also play a big part in shaping 
it (Krims 2000:55). 
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When talking about Krims, it is also an appropriate time to specify the distinction 
between rap and hip hop. In short, rap only relates to music while hip hop is the whole 
culture around rap music. This includes breakdancing, deejaying, painting graffiti and 
wearing certain clothing. The MC KRS-One once said “Rap is something you do, hip 
hop is something you live” (Krims 2000:10), and this definition is an appropriate 
explanation to the distinction between the two terms.  
 
4.3.1 A genre system for rap music 
In the second chapter of the book, Krims elaborates on his genre system for rap music. 
He splits the music up in four different main categories, and in each genre he writes 
about the musical style, the “flow” of the rapper and the recurring topics of the lyrics, 
and how these three parameters add to a generic identity of the genre. Following is an 
explanation of the four different categories: 
 
Party rap 
Party rap is by many argued to be the “original” style or spirit of hip hop, as it was 
originally a genre of entertainment and fun. The musical style is often oriented at 
moving the crowd and making people dance. The songs often have a chorus where the 
lyrics are almost sung instead of rapped, and they are therefore easy to sing along to and 
remember. The topics are often celebration, pleasure, humor, party, drinking, and 
love/sex (Krims 2000:57). An important thing in party rap is “toasting”, which is in 
essence to compliment your own skills, regardless if it is to a real or only an imagined 
opponent. Though, it is important to mention that toasting is not only seen in party rap.  
Some well known artists in Party rap are The Beatnuts, The Pharcyde and Doug E. 
Fresh.  
 
Mack2 rap 
This style is also known as Pimp rap, and there is no essential difference between the 
two terms. In Mack rap we see, as in Party rap, a boasting of experiences with women 
etc., but still the music is appreciated by both genders. Mack rappers often strive to 
show images of wealth. Some commonalities in Mack rap is R&B backing music, often 
performed by a real band (as opposed to Party rap's use of samples) (Krims 2000:67).  
                                                 
2
 Mack: A man whose confidence, prolificness and (claimed) success with women marks him as a 
“player” (Krims 2000:62) 
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Some well known artists in Mack rap are Big Daddy Kane, Sir Mix-A-Lot, Too $hort 
and Smoothe Da Hustler. 
 
Jazz/bohemian 
This style uses soul and pop samples which are mostly relatively complete in the sense 
that they are not as cut up as in other rap genres. The samples often stem from the 
musical heritage of the 50s through to the 80s and hereby they create a “vintage” mood. 
The music is sometimes called “college boy” or art music due to the relations to these 
music genres, which are said to be more “sophisticated”. In accordance to the advanced 
music, the flow is also very eclectic, and the rhythmic styles range between sung and 
effusive flows. Jazz/bohemian rap is claimed to be a “conscious” genre, and there is a 
wide emphasis on the value of gaining knowledge (Krims 2000:68). The topics are 
often more politically minded than e.g. Party rap, and the genre hereby relates to reality 
rap. (Krims 2000:72-3) 
Some well known artists in the jazz/bohemian style are A Tribe Called Quest, Freestyle 
Fellowship, De La Soul, Jungle Brothers, BlackSheep, Organized Konfusion, (early) 
The Black Eyed Peas, and The Roots. 
 
Reality rap 
Reality rap is the most culturally charged of the rap genres, and it often maps the 
realities of inner-city life.  
In the late 1980's, new, extremely complex layering and sampling techniques changed 
the musical meaning of the word “hardcore” in rap music. Where it only described the 
rapping before, its meaning gradually advanced to define the raw expression of the 
music itself as well. In the late 1990's, musicians began to use a pitchwise unfocused 
but still dominating bass, and this added more to the “hardness” that has always been 
important in reality rap. Other characteristics in the music are dissonant pitch 
combinations and foregrounding samples. Many artists use vinyl noise on the tracks 
(sometimes artificially added), and some also use timbral distortions and/or distance in 
the mix.  
In the rap scene of the American west coast, there is a style called G-funk, which tends 
to deploy live instrumentation rather than sampling. This music is heavy on bass and 
keyboard, and moreover the style often uses conventional harmonic progressions and 
harmonies.  
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At least since 1993, speech effusive flows have been endemic, and the themes have 
often been related to the “ghettocentricity”, i.e. the lyrics about gang/criminal life 
(Krims 2000:78).  
Nostalgia is also an emerging topic, and there is a subgenre with didactic, political 
functions, called “Knowledge rap”. The lyrics contain semantic aspects to the fields of 
politics, history and religion.  
The lyrics are often about numerology, racial evolution theories, and references to black 
men as “gods”. For many fans of the genre, the music bears a mission of 
spiritual/cultural elevation. (Krims 2000:80) 
Lastly, there is a genre called “Don rap” which is a mix of Reality rap and Mack rap.  
Some well known artists in Reality rap are Gravediggaz, 2pac and Mobb Deep.  
 
4.3.2 The poetics of a “ black revolutionary identity” 
This section will conduct an analysis of the song “The Nigga Ya Love To Hate” by Ice 
Cube. It was first released by on “AmeriKKKa's Most Wanted from 1990, his first solo 
album.  
In the third chapter of “Rap music and the poetics of identity”, Krims examines “how 
identity can be formed on the level of the song” (Krims 2000:13). This part will draw on 
Krims' analysis, but will also take into account other parameters, as Krims focuses 
heavily on how the music matches the lyrics – we will mainly look at the lyrics.  
In the song, Krims argues, Ice Cube creates an identity for himself as a revolutionary 
African-American. Although mainly focusing on the racial issue of black vs. white, the 
analysis is still usable to a great extent for us, as the means used are very likely to be the 
same.  
In the song, Ice Cube not only criticizes the white society, but also those black people 
who he feels only help reinforce the hegemonic society of the whites. (Krims: 2000) 
In the first verse, Ice Cube talks about how he wants to shoot the people he doesn't like 
and “fuck up the program”  
 
 Shooting out the window of a drop-top Brougham / when I'm shooting, let's see 
 who drops / the police, the media and suckers that went pop / and motherfuckers 
 that say they too black / put ‘em overseas, they be begging to come back / 
they say “keep 'em on gangs and drugs” / you wanna sweep a nigga like me up 
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under the rug / kicking3 shit called street knowledge / why more niggas in the 
pen4 than in college? / because of that line, I might be your cell-mate / that's 
from the nigga you love to hate (Ice Cube: 1990) 
 
Ice Cube is critical on a lot of different kinds of people, and the first verse draws the 
picture that he is an enemy to the system and that they will try to silence him and 
“sweep him under the rug”. This is the main reason that “The Nigga Ya Love To Hate” 
shows a “black revolutionary identity” - it not only deals with the boundaries of 
blackness, as Ice Cube also criticizes black people. All in all the lyrics could imply a 
relation to the “Five percent nation”. Not to be confused with the “Five Percent Nation” 
religion (which is a further development of the idea), it builds on the belief that, at any 
given time, only five percent of a population will be politically aware enough to have 
influence, and these five percent will rule over the last 95 percent. (Krims 2000:96)   
 
In the second verse, we see that some of the talk about drive-by's etc. is maybe just Ice 
Cube boasting of.   
 
And get your ass ready for the lynching / the mob is dropping common sense and 
/  we'll gank and the pen will shank / any Dick, Tom or Hank / or get the ass 
fake, it ain't about how right or wrong you live / but how long you live.  
(Ice Cube 1990) 
 
“The Mob”, also known as Da Lench Mob, was Ice Cube's new crew after he left 
N.W.A in 1989 (Bynoe 2006:179), and this part of the second verse clearly shows that 
the lynching is only a figurative one. It talks about how they will gank5 up and shank6 
with the pen (this time not as an abbreviation for a prison, but the writing instrument).  
This shows that Ice Cube's intentions are mainly to spread general knowledge, and 
hereby maybe move away from the idea of the five percent nation. Ice Cube has, in 
various interviews etc. stated that his music is supposed to be mainly educational about 
ghetto life, and only secondarily for entertainment (Krims 2000:103).  
                                                 
3
 To kick: To create or express (Stavsky, Mozeson & Mozeson 1995:60) 
4
 “Pen” is an abbreviation for penitentiary, a prison (Stavsky, Mozeson & Mozeson 1995:77) 
5
 Ganking means to team up against someone who doesn't stand a chance, often in a killing (Urban 
Dictionary:2005) 
6
 Either a razor or the event of stabbing or cutting (Stavsky, Mozeson &Mozeson 1990: 90) 
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The third verse mainly reflects Ice Cube's disgust of “niggas that went pop”. It puts two 
American TV music shows, Soul Train and American Bandstand, up against each other. 
Soul train is traditionally focused on the African-American music scene, whereas 
American Bandstand is mainly about white American music (Krims:2000).  
 
 Soul Train done lost their soul / just call it train, cause the bitches look like 
 hoes / I see a lot of others, damn! / it almost look like the bandstand […] 
 I don't wanna see no dancing / I'm sick of that shit, listen to the hit / ‘cause, yo! 
 If I look and see another brother / on the video trying to out-dance each other / I
 'ma tell T-bone to pass the bottle. (Ice Cube:1990) 
 
Ice Cube criticizes the themes of Soul Train, and argues that it is looking more and more 
like American Bandstand. Hereby he argues that the TV show and its viewers are 
reinforcing the existing power structures of white supremacy. He also comments on 
dancing, and it seems that he feels that dancing to rap music is a betrayal to the 
previously mentioned educational role of his music.  
 
Ice Cube finishes the third verse with a final scolding to his listeners (or maybe even 
more to the people he is rapping about): 
 
...don't give me that shit about “role model” / it ain't wise to chastise and preach  
/ just open the eyes of each / ‘cause laws are made to be broken up / what niggas 
need to do is start loc-in' up / and build, mold and fold theyself into shape / of 
the nigga ya love to hate. (Ice Cube:1990) 
 
This shows that Ice Cube ends the song by telling people to adopt his projection of a 
revolutionary identity. Niggas need to “start loc-in' up”7 and prepare for the (mental) 
fight against the system and start breaking up the laws. They need to “build, mold and 
fold” themselves into the shape of “the nigga ya love to hate”, i.e. they must adopt the 
identity that Ice Cube builds onto his MC alias as “The voice from the streets”. 
(Krims:2000) 
                                                 
7
 Locin'up: Going crazy, when gang members are preparing to fight (Stavsky, Mozeson & Mozeson 
1990:64) 
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5. Analyses 
5.1 Introduction to the analyses 
We will analyze several ideas of how to grasp the theories we have introduced and 
decided to work with, by looking at several texts on the subjects of both revolution and 
the hip-hop community we will try to establish a "hip hop nation" in order to better 
answer our problem formulation of how the common cultural identity and ideological 
stance of a community is influenced by the music it identifies with. We will also analyze 
several lyrics by rap musicians in order to figure out how the media itself affects people, 
and we will try to establish a correlation between hip-hop music and several movements 
in the culture since its inception in the late 1970s. 
 
5.2 Shaping of identity through rap music 
According to Anderson’s theory of imagined communities, identity is shaped externally 
– through common values and norms, which are often the results of shared religion, 
language and/or nationality, although the other aspects of the cultural backgrounds of 
those imagining the community may vary greatly. He continuously questions what it is 
that leads people to sacrificing their lives for a greater cause. 
As Philips emphasizes, there are various layers of imagined community. If a listener has 
empathy for the contents of a songwriter’s lyrical outlet, we would argue that he subtly 
imagines feelings of communion through associating with common traits such as moral 
and ideological values, and monetary, social and racial status. 
Although a rap song may be directed towards a particular audience, e.g. black American 
youth (which is the most common example), the listener may still imagine a community 
based on other aspects of the song’s message, such as e.g. poverty or gentrification, if 
he himself can empathize with these sufferings. And if this previously mentioned aspect 
were to be a mindset or ideological stance, the listener may imagine a community based 
on that, although his own reality is far from the one that the songwriter speaks of - i.e. a 
rich Danish white woman may in theory imagine a feeling of communion with a poor 
American black male through a shared passion for political change. 
If a songwriter is a political activist as well, he can preach ideology and express his 
politics, hoping to reach a certain or any audience - through the medium of music. 
So, in short, we argue that the imagined community addressed in these “revolutionary” 
raps is a universal proletariat, or, at least, a community – regardless of the individuals’ 
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location – of people oppressed by their government, or basically anyone who can 
empathize or sympathize with this spirit of revolt against those in charge of 
governmental institutions and corporations, which this proletariat community sees as 
misleading, capitalistic or even abusive. 
 
5.3 Revolutionary rap 
5.3.1 Gangsta rap and the Los Angeles Riots 
In the spring of 1992, a week-long riot occurred among the African-American 
community in Los Angeles, California, which resulted with over 50 casualties and over 
a billion dollars of damage to the city, and it was all sparked by a controversial court 
decision earlier that day in the case of Rodney King versus The Los Angeles Police 
Department (LAPD). 
King – with 2 passengers in the car – had been pulled over for speeding on a highway in 
march of 1991 after a high-speed pursuit with speeds estimated at up to 115 mph first 
over freeways and then through residential neighborhoods. 
After placing King’s passengers under arrest, the 5 white officers proceeded to beat 
King with their batons. The officers claimed that King was under the influence of PCP 
(a hallucinogenic drug) at the time of arrest, which caused him to be very aggressive 
and violent towards the officers. The video showed that he was crawling on the ground 
during the beating and that the police made no attempt to cuff him. A subsequent test for 
the presence of PCP turned up negative. 
The Los Angeles District Attorney subsequently charged all four police officers with 
assault and use of excessive force, a trial not held in the Los Angeles County, but in 
Simi Valley, a predominantly white neighborhood with a jury consisting of ten 
Caucasians, one Hispanic, and one Asian. 
On April 29, 1992, the seventh day of jury deliberations, the jury acquitted all four 
officers of assault and acquitted three of the four of using excessive force, Causing 
massive uproar among the black community in greater Los Angeles, who felt that the 
acquittal was based on race and not by the (in their view) overwhelming evidence of 
assault by the officers. 
Within 30 minutes, over 300 people had gathered at the court house and a subsequent 6 
days of rioting occurred where approximately 3,600 fires were set, destroying 1,100 
buildings, with fire calls coming once every minute at some points. Widespread looting 
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also occurred. Stores owned by Korean and other Asian immigrants were widely 
targeted, although stores owned by Caucasians and African Americans were targeted by 
rioters as well. 
The community in south-central Los Angeles had been at unease for quite some time, a 
mostly Black and Hispanic area. South central areas such as Inglewood and Compton 
had become hot-beds for the “Gangsta Rap” in the mid 1980es where groups such as 
“N.W.A (Niggaz With Attitude)” and rappers “Ice-T” and “Schoolly D” burst on to the 
hip hop scene as a contrast to the “new school” of hip hop by rappers LL Cool J and 
RUN D.M.C at the time. 
 
In 1988, N.W.A released their signature album “Straight Outta Compton” featuring 
several songs, which lyrical context is claimed by many to have inspired the L.A. 
Uprising of 1992. Titles such as the first singles “Straight Outta Compton” and ”Fuck 
Tha Police” were ostentatious and boastful about the rappers in the song, but they also 
functioned as social commentaries about the life that was lived in the south and south-
central areas of Los Angeles in black communities such as Compton or Inglewood. 
Rapper Ice Cube famously opens the title track of the album with these lyrics: 
 
“Straight out of Compton, crazy motherfucker named Ice Cube / from the gang 
called Niggaz With Attitude / when I'm called off, I got a sawed off / squeeze 
the trigger and bodies are hauled off / you too boy if ya fuck with me / the 
police are gonna have to come and get me” (N.W.A:1988a) 
 
Ice Cube immediately opens up the entire album by stating that he shows no mercy to 
you as a person if you “show off” and that he has no hesitation in his desire to kill you, 
bragging that the authorities will have to detain him if he keeps up with his intentions. 
This verse sets the tone for almost the entire album, let alone the song that continues 
with the two other rappers on the track MC Ren and Eazy-E also bragging about their 
Compton origins and their intentions to shoot people, because apparently that is the way 
life is lived in these areas. It gives a “kill or be killed” kind of impression on life in 
south and central Los Angeles. 
While “Straight Outta Compton” is boastful about the rappers, with a bit of mania 
inserted, the second track on the album “Fuck Tha Police” is regarded by many, 
including Rolling Stone Magazine as one of the most important works of Gangsta Rap, 
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and one whose lyrical context can be linked almost directly to the LA Riots almost 4 
years after the release of the track. 
Again right from the get-go, rapper Ice Cube sets the tone for the song with these lyrics:  
 
“Fuck tha police, comin' straight from the underground / a young nigga got it 
bad cuz I'm brown / and not the other color so police think / they have the 
authority to kill a minority” (N.W.A:1988b) 
 
Ice Cube says it clearly, that he believes he is having a tough time with the police 
authority because of his race and creed, believing that the Police thinks they have the 
authority to dispose of anyone not of Caucasian descent. Ice Cube relates not to 
anything specific, but believes he is speaking for the greater majority of the people 
living in especially black neighborhoods such as Inglewood and Compton, and judging 
by the group’s popularity and prominence in the late 1980’s/early 1990s in the time 
leading up to the Riots, we would suggest that the group’s lyrical context was very 
relatable by their peers. 
Ice Cube continues after his first 4 lines of verse with another display of hostile intend 
 
“Fuck that shit, cuz I ain't tha one / for a punk muthafucka with a badge and a 
gun / to be beatin’ on, and thrown in jail / we could go toe to toe in the middle 
of a cell” (N.W.A:1988b) 
 
Ice Cube implies that he is not one to be pushed around by said officers, directly 
offering a fist-fight with the officer in a cell instead of what he considers to be an unfair 
advantage due to the police’s weaponry, however Ice Cube will take his “revenge” later 
in his verse. (N.W.A:1988b) 
 
“You'd rather see me in the pen / then me and Lorenzo rollin in the Benzo / 
Beat tha police outta shape / and when I'm finished, bring the yellow tape / to 
tape off the scene of the slaughter / still can't swallow bread and water” 
(N.W.A:1988b) 
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Lorenzo here is a reference to Lorenzo Jerald Patterson, the real name of MC Ren 
(Bynoe 2006:293), with Ice Cube once again proclaiming that the duo is dangerous to 
the police and again will not hesitate to savagely beat the police to the point of death in 
order to avoid prison, it seems redundant at this point to state that Ice Cube is willing to 
die for his cause rather than going to prison, as a further insult to the police, he 
continues by insulting their sexuality in this next part of the verse 
 
 “I don't know if they fags or what / search a nigga down and grabbin his nuts / 
 and on the other hand, without a gun they can't get none / but don't let it be a 
 black and a white one / cuz they slam ya down to the street top / black police 
 showin’ out for the white cop” (N.W.A:1988b) 
 
While the insult of officers is nothing new, Ice Cube states something vital in this 
paragraph. The final 3 lines insinuate that this is not purely a race related struggle, but a 
class struggle. By saying that “black police showin’ out for the white cop” implies that 
the police are sort of a bourgeois society that believes they are better than the common 
man (in this case the blacks of south central Los Angeles) no matter his creed. By 
stating this, Ice Cube turns this fight against authority into a power struggle based on a 
balance of power, not related to creed or race, but to the authoritarian relations of 
society. 
While the other two rappers on the track (MC Ren and Eazy-E) continue the boastful 
and homicidal tendencies towards the police in their verses, they do not give lyrical 
context worthy of analyzing in a theoretical way (N.W.A:1988b), so we will continue 
with the final 3 lines of this paragraph in Ice Cube’s rap. 
Referring to the Marxist theory of class struggle, we see that Marx defines 2 main social 
groups: the proletariat and the bourgeoisie – the workers and the exploiters of the 
workers. While one cannot put the police and the black community of south central L.A. 
as clear-cut into these definitions, there is a misplace of authoritarian and societal value 
not stemming from monetary position but from a social capital, based on perceived 
worth to society. 
While there is a natural element of race in this, it is in essence a class struggle between 
two opposites. This sense of self-worth, a lack of respect by the societal bourgeois of 
the police, helps define the black community that N.W.A describes. They talk towards a 
revolution, revolting against that power they seem to be unfairly fit to, instead of 
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suggesting a peaceful resolution based on negotiation, the rappers, respected as verbal 
leaders of this community who “speak the truth” instead want, if necessary, a bloody 
resolution to the problems in the area. 
 
A year after N.W.As “Straight Outta Compton” album, the group Public Enemy had a 
single released to coincide with the provocative social commentary motion picture “Do 
The Right Thing” by Spike Lee. This single, titled “Fight the Power”, proved hugely 
successful, climbing to the top of the Hot Rap Singles and 20 on the Hot R&B Single 
charts. With its provocative revolutionary song, it has been mentioned by VH1 
(VH1:2008) as The greatest Hip Hop Song ever and is on the The Rock and Roll Hall of 
Fame's “500 Songs that Shaped Rock and Roll” 
 
 “1989 the number, another summer (get down) / sound of the funky drummer / 
 music hittin' your heart cause I know you got soul / (Brothers and sisters hey) /  
 listen if you're missin' y'all / swingin' while I'm singin' / givin' whatcha gettin'” 
 (Public Enemy:1989) 
 
The song starts out quite peacefully, giving a vibe of carelessness and summer and the 
music blaring, however later in the song, the real truth of the song’s intentions shine 
through 
 
“To revolutionize, make a change, nothin's strange / people, people we are the 
same / no we're not the same / ‘cause we don't know the game / what we need 
is awareness, we can't get careless / you say what is this? / my beloved, let’s get 
down to business / mental self defensive fitness” (Public Enemy:1989) 
 
The rappers begin to call for internal revolution, a revolution, not against the state in 
charge, but against ourselves, they claim progress is being made, but that the “game” is 
still something that needs to be played, and the black community has yet to figure out 
how. Therefore, instead of N.W.A.’s revolution against the society, Public Enemy, 
ironically, given their name, wants the black community to revolt against the 
stereotyping of blacks being stupid and unable to progress and “play the game” of 
modern western society. Mental Self Defensive Fitness is their call to education and 
intelligence among the African-American community. 
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“Elvis was a hero to most / but he never meant shit to me you see / straight up 
racist that sucker was / simple and plain / mother fuck him and John Wayne / 
‘cause I'm black and I'm proud / I'm ready and hyped plus I'm amped / most of 
my heroes don't appear on no stamps” (Public Enemy:1989) 
 
The song takes a darker turn in the final verse by the rappers, who start accusing Elvis 
and John Wayne, two iconic representations of white Americana in the 1950’s where the 
country was torn in racial debates. By doing this, the rappers seem to be going for shock 
value. Elvis, while accused of racism was loved by famous black entertainers like 
Sammie Davis Jr. and James Brown (Elvis Australia:2011) and thus this claim seems to 
be perpetuating a common myth that Elvis was racist, but it serves to their purpose of 
criticizing the white establishment that has given way to what they perceive as a 
stereotype of blacks and a society that actively oppresses the opportunities of the 
African-Americans. 
 
“Sample a look back you look and find /nothing but rednecks for 400 years if 
you check / don't worry be happy / was a number one jam / damn if I say it you 
can slap me right here / (get it) let’s get this party started right / right on, 
c'mon / what we got to say / power to the people, no delay / to make everybody 
see / in order to fight the powers that be” (Public Enemy:1989)  
 
Ending the song with another stab against the “system”, Public Enemy finishes their 
critique against the white establishment by using their perspective on the society to 
express a distrust towards the system. But as previously mentioned, Public Enemy 
wants blacks to embrace the system and “play the game” rather than revolt against it, to 
give an example, Public Enemy would support Dr. Martin Luther King Jr. while N.W.A 
would lean more towards Malcolm X’s ideas of how a black community should 
progress and distinguish itself in modern America 
 
While the revolution never occurred on a large scale, one could argue that the L.A. 
Riots of spring 1992 was the culmination of the black moral leaders’ (such as N.W.A. 
and Public Enemy) continuous call for rebellion against the police forces through the 
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medium of rap music. Escalated, of course, by a symbol of the injustice they believed 
had happened with the acquittal of the white officers charged with beating Rodney 
King.  
As stated in the lyrics in this analysis, the most popular black music of the late 1980’s 
and early 1990’s had a revolutionary movement to them, while definitely not all of it, a 
lot of popular rap music evolved from party style dance anthems to a more social 
commentary by some of the rappers mentioned in this analysis. It could be argued that 
this escalation in social commentary and cultural awareness among the African-
American community in the powered “ghetto” areas of south and central Los Angeles 
was the main influence in the social uprising that proceeded after the Rodney King 
incident, or one could claim it a coincidence. It is our understanding, however, that the 
above-mentioned lyrics in popular music at least influenced a movement already on the 
rise. 
 
5.3.2 21st century revolutionary rap 
Following the revolutionary spirit of rap groups such as N.W.A. and Public Enemy, 
other newer rap groups and artists are very passionate about the need for political, social 
and mental change. As mentioned earlier, we argue that a revolution can both be social 
and political, but equally important, it can be a mental revolution. 
 
Dead Prez is a duo consisting of rappers Stic.man and M1. The lyrics of their debut 
album “Let’s Get Free” from 2000 call for a communist revolution in the ghettos of 
U.S.A. Although the group is very focused on the oppression of blacks by the “white 
system”, their message also entails living healthily, respecting women, being skeptical 
to the “truths” of the media, and taking a distance from material goods as enriching. 
(Allen:2005) 
 
 “Somewhere in between N.W.A. and P.E.” (Dead Prez:2000a) 
 
In the opening song of the album, Dead Prez classifies themselves as being somewhere 
in between Niggas With Attitudes and Public Enemy, thus stating that their political 
views are radical. 
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 “I'm sick of that fake thug R&B rap scenario all day on the radio / same scenes 
 in the video / monotonous material / y'all don't hear me though / these record 
 labels slang our tapes like dope / you can be next in line, and signed / and still 
 be writing rhymes and broke / would you rather have a Lexus or justice? / a 
 dream or some substance? / a Beamer, a necklace or freedom?”  
 (Dead Prez:2000b) 
 
This excerpt, taken from their most prominent single to date, “Hip Hop”, criticizes the 
content and style of the rap and R&B scene, and how record labels exploit their artists 
for their own benefit. In the last part of the quote, the listener is questioned about what’s 
more important: an expensive car or freedom? 
 
 
 “I want to be free to live, able to have what I need to live / bring the power 
 back to the streets, where the people live / we’re sick of workin’ for crumbs and 
 fillin’ up the prisons / dyin’ over money and relyin’ on religion for help / we do 
 for self like ants in a colony / organize the wealth into a socialist economy / a 
 way of life based off the common need / and all my comrades is ready, we’re 
 just spreadin’ the seed” (Dead Prez:2000c) 
 
Calling out for fair standards of living and protesting against the capitalist hunger for 
money, Dead Prez suggests forming a socialist environment. 
 
 “They say you are what you eat, so I strive to be healthy / my goal in life is not 
 to be rich or wealthy / 'cause true wealth comes from good health and wise 
 ways / we got to start takin' better care of ourselves” (Dead Prez:2000d) 
 
Here is a good example of the duo attempting to inform the listener about what their 
conception of wealth is. 
 
 “You can't fool all the people all of the time / but if you fool the right ones, t
 hen the rest will fall behind / tell me who's got control of your mind, your 
 world view / is it the news or the movie you're taking your girl to? / know what 
 I'm sayin’? ‘cause Uncle Sam got a plan / if you examine what they’re tellin’ us 
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 then you will understand / what they plantin’ in the seeds of the next 
 generation / feedin’ our children miseducation” (Dead Prez:2000e) 
 
Rewriting the old saying, “You can fool some of the people some of the time but not all 
of the people all of the time”, the purpose of this text is to raise awareness of the 
indoctrinating power held by the media. With a view that might be considered 
conspiratory, the group warns the listener about the schemes run by the American 
government (Uncle Sam). (Britannica:2011a) 
 
The rapper Immortal Technique is well-known around the world for his politically and 
socially minded, often conspiratory lyrics. He addresses issues such as the United States 
of America’s continuous exploitation of those countries that would later be known as 
third world countries. Aside from that his texts revolve around topics such as the true 
nature of Christianity and the Church as a brainwashing and money-greedy institution, 
the circulation of drugs from the ignorant third world farmers to the American-bribed 
officials of those countries, to the CIA’s smuggling and selling to the ghetto areas of 
U.S.A., and the conspiracy that the Bush-administration was behind the 9/11 terrorist 
attack in 2001. In short, his mission is to emancipate the minds of his fellow 
proletarians from the ignorance they’ve been stuck in for centuries, and his tactics are to 
reveal the corruption going on in the major corporations and institutions of the western 
world, thus informing the proletariat of the lies fed to them by their capitalist 
governments, encouraging them to be skeptical towards what information they’re given. 
Also, he refuses to sign with labels and is now president of his own record label. This 
choice is made in protest against the way major corporations control the lyrics of signed 
rappers. (Hip hop Linguistics:2009) 
 
 “Most of my Latino and black people who are struggling to get food, clothes 
 and shelter in the hood are so concerned with that, that philosophizing about 
 freedom and socialist democracy is usually unfortunately beyond their 
 rationale. […] 
 I want a better life for my family and for my children, but it doesn't have to be 
 at the expense of millions of lives in my homeland. […]  
 It's the business giants and the government officials who make all the real 
 money. We have whatever they kick down to us. My enemy is not the average 
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 white man, it's not the kid down the block or the kids I see on the street; my 
 enemy is the white man I don't see: the people in the white house, the 
 corporate monopoly owners, fake liberal politicians, those are my enemies. 
 […] In fact, I have more in common with most working and middle-class white 
 people than I do with most rich black and Latino people. As much as racism 
 bleeds America, we need to understand that classism is the real issue.” 
 (Immortal Technique: 2001a) 
 
This track resembles a political speech more than a rap, as the lines don’t necessarily 
rhyme. This excerpt ends with the same conclusion that we derived from N.W.A.’s 
“Fuck Tha Police”, that the struggle for equality is one of class, and not race. 
 
 “With no respect for those that cower at the hour of revolution / ‘cause the 
 government owes my people restitution / instead of sedatives like cocaine and 
 prostitution. [...] 
 But now I can see / I'm mentally and revolutionarily free / broadening horizons 
 about what my people could be / if we wasn't set up to get shot, locked or 
O.D.8  / you see families bleed because of corporate greed. [...] 
 Improbable that the average intellect could understand / so I encrypted this 
 into hip hop that’s in high demand / and spread it through the ghetto of every 
 city like contraband” (Immortal Technique:2001b) 
  
Here the rapper mentions some of the “traps” which repress his fellow people, while 
explaining that he chose to speak his politics through hip hop music in order to reach 
more listeners. 
 
 “And the more that mc's, producers, dj's, and independent labels start to grasp 
 the conceptuality of what their contribution to the business of hip hop is, 
 rather than just the music – the more the industry will be forced to change”  
 (Immortal Technique:2003a) 
 
 
                                                 
8
 O.D. is an abbreviation for a drug overdose (Urban Dictionary:2003) 
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Like his track “The poverty of philosophy”, this track resembles a speech more than a 
rap. Here he encourages his fellow musicians to revolt against the ways of the music 
industry. 
 
 “I want fifty three million dollars for my collar stand / like the Bush 
 administration gave to the Taliban / and fuck packing grams, nigger, learn to 
 speak and behave / you want to spend twenty years as a government slave? / 
 two million people in prison keep the government paid / stuck in a six by eight 
 cell alive in the grave / I was made by revolution to speak to the masses / deep 
 in the club toast the truth, reach for the glasses” (Immortal Technique:2003b) 
 
Claiming that the Taliban is financed by the White House, Immortal Technique advices 
his people to stop the drug-dealing (packing grams), arguing that if they get caught it 
will only strengthen the corrupt state, thus strengthening terrorism directly. 
 
 “They bombed innocent people, tryin' to murder Saddam / when you gave him 
 those chemical weapons to go to war with Iran / this is the information that 
 they hold back from Peter Jennings / ‘cause Condoleezza Rice is just a new 
age  Sally Hemings [...] 
 How could this be, the land of the free, home of the brave? / indigenous 
 holocaust, and the home of the slaves / corporate America, dancin' offbeat to 
 the rhythm / you really think this country never sponsored terrorism?[...] 
 It's like MK-ULTRA, controlling your brain / suggestive thinking, causing your 
 perspective to change / they wanna rearrange the whole point of view of the 
 ghetto / the fourth branch of the government wants us to settle / a bandana full 
 of glittering generality / fighting for freedom and fighting terror, but what's 
 reality? / read about the history of the place that we live in / and stop letting 
 corporate news tell lies to your children [...] 
 And they refuse to even mention European intervention / or the massacres in 
 Jenin, the innocent screams / U.S. manufactured missiles, and M-16's / weapon 
 contracts and corrupted American dreams / media censorship, blocking out 
 the video screens / a continent of oil kingdoms, bought for a bargain / 
 democracy is just a word, when the people are starvin'”  
 (Immortal Technique:2003c) 
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“The 4th branch of the government” refers to the media, as he states later on in the song. 
In it, the rapper emphasizes that even official newscast programs lie to the public. 
Peter Jennings was a journalist and news anchor. After covering the 9/11 terrorist attack 
for 17 hours in a row, he became a national hero. (Britannica:2011b) 
 
Condoleezza Rice is a conservative Afro-American politician. She was the National 
Security Advisor for ex-president George W. Bush at the time of the release of this 
album. (Britannica:2011c) 
 
Sally Hemings was the half-sister of ex-president Thomas Jefferson’s wife. She was of a 
mixed-race origin, and she gave birth to several of Jefferson’s children, serving as a 
concubine after her sister died. (Monticello:2010) 
 
MK-ULTRA was a covert CIA-project which sought to investigate the human psyche 
and collecting results through experiments using various methods, including 
investigating the brain’s and psyche’s reactions against different drugs. It is said to be 
the government’s attempt to master “mind control”. The CIA’s director of the time, 
Richard Helms, ordered any MK-ULTRA-related documents destroyed in 1973, as the 
project gained public attention. (Mindspring:2000) 
 
 “My words'll expose George Bush and Bin Laden / as two separate parts of 
 the same seven headed dragon / and you can't fathom the truth, so you don't 
 hear me / you think Illuminati's just a fucking conspiracy theory? / that's why 
 conservative racists are all runnin' shit / and your phone is tapped by the 
 Federal Government [...] 
 And just so conservatives don't take it to heart / I don't think Bush did it, 'cause 
 he isn't that smart / he's just a stupid puppet taking orders on his cell phone / 
 from the same people that sabotaged Senator Wellstone / the military industry 
 got it poppin' and lockin' / looking for a way to justify the Wolfowitz Doctrine / 
 and as a matter of fact, Rumsfeld, now that I think back / without 9/11, you 
 couldn't have a war in Iraq /or a Defense budget of world conquest 
 proportions / kill freedom of speech and revoke the right to abortions / tax cut 
 extortion, a blessing to the wealthy and wicked / but you still have to answer to 
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 the Armageddon you scripted / and Dick Cheney, you fucking leech, tell them 
 your plans / about building your pipelines through Afghanistan / and how 
 Israeli troops trained the Taliban in Pakistan / you might have some house 
 niggas fooled, but I understand / colonialism is sponsored by corporations / 
 that's why Halliburton gets paid to rebuild nations / tell me the truth, I don't 
 scare into paralysis / I know the CIA saw Bin Laden on dialysis / in '98 when 
 he was top ten for the FBI / government ties is really why the government lies / 
 read it yourself instead of asking the government why / 'cause then the cause 
 of death will cause the propaganda to die” (Immortal Technique:2003d) 
 
Once again, Immortal Technique attacks the U.S. government lyrically, referring to the 
death of the democratic senate electorate, Paul Wellstone. (Britannica:2011d) 
 
The Wolfowitz doctrine is an unofficial name for the Defense Planning Guidance of 
1994-1999. It is infamous for its claim that the U.S.A. is the only superpower left in the 
world – and that it must remain in this position. (History Commons:2010) 
 
Dick Cheney was the vice-president of George W. Bush, and he has been working in the 
White House since 1969. Until he received the title as vice-president, he was also the 
director of Halliburton – the second-largest oilfield services corporation in the world. 
(Britannica:2011e) 
 
“Remember that history isn't the way the corporate controlled media made it 
look like. Read between the lines and free your mind. Revolution is the birth of 
equality and the anti-thesis to oppression” (Immortal Technique:2003e) 
 
Many socio-critical rap artists and groups have come to be in the aftermath of N.W.A. 
and Public Enemy. Just a few examples are 2pac, KRS-One, The Coup (with rappers 
Boots and E-Roc), Common, Nas, Black Star (with rappers Mos Def and Talib Kweli), 
Lupe Fiasco, Binary Star (with rappers One Be Lo & Senim Silla) and the Roots (with 
rapper Black Thought). Politically aware rappers and hip hop groups have shown up 
outside the U.S.A. as well. To mention a few, there is the Swedish group Looptroop 
Rockers (with rappers Promoe and Supreme), Swedish rapper Timbuktu and U.K. 
rapper Lowkey. 
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From Nas’ (Real name Nasir bin Olu Dara Jones) platinum selling album ”God’s Son” 
came one of the biggest hits of 2003, the song “I Can” who charted in at #12 on the 
Billboard Hot 100, and made place 58 on the Top 100 for that year. The song represents 
Nas’s view on the African-American youth, which he sees every day, telling them to 
believe in themselves and rapping about the pitfalls of the ghetto society he himself has 
grown up in. 
Nas uses a children’s choir as the chorus, with them repeating the lyrics 
 
“I know I can / be what I wanna be / If I work hard at it / I'll be where I wanna 
be” (Nas:2002) 
 
By having the children sing, Nas immediately sets the tone for this song: it’s about the 
children, for them and to them as influenced by the first verse 
 
“Be, B-Boys and girls, listen up / you can be anything in the world, in God we 
trust / an architect, doctor, maybe an actress / but nothing comes easy, it takes 
much practice” (Nas:2002) 
 
The artist opens up immediately by praising the opportunity these children have, but he 
is quick to remind them that nothing will happen if they don’t try to better themselves, 
instead of glorifying the “gangster/nigga” attitude towards life that other rappers of the 
time were and are doing, Nas, from the very beginning of the song, encourages these 
children to have aspirations of becoming upstanding members of society. Nas goes on to 
name an example of a young, talented girl he knew who got into a drug habit, and in the 
end of the first verse, he tells the children: 
 
“Watch the company you keep and the crowd you bring / ‘cause they came to 
do drugs and you came to sing / so if you’re going to be the best, I'ma tell you 
how / put your hands in the air, and take a bow” (Nas:2002) 
 
Nas is signaling with this final piece of the first verse, that you should stay clean. There 
is nothing bad in celebrating your victory and bowing in gratitude, but you should not 
believe that you can do drugs and hang out with bad influences and keep on being great, 
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referring back to the first “lesson” of this song that success “takes much practice” 
After repeating the chorus with the children, Nas goes on to lecture young girls (down 
to the age of 10) going to clubs acting older than they are, he wishes that they gave 
themselves time to grow up and enjoy their youth while they can, and learn while they 
have the time, as visualized by the final 5 lines of this second verse 
 
“You thinkin’ life's all about smokin’ weed and ice9/ you don't wanna be my age 
and can't read and write / begging different women for a place to sleep at night 
/ smart boys turn to men and do whatever they wish / if you believe you can 
achieve, then say it like this” (Nas:2002) 
 
Having spent the first part of this verse singing to the young girls, Nas relates to the 
boys in these 5 lines, by telling them that there is more to life than “smoking weed and 
ice”, he wants the boys to know that knowledge is the way forward, and the 
groundwork you lay in your childhood can make your post-adolescence much better by 
giving you many options to better your life and your community. 
 
After another repeat of the chorus, in the final verse, Nas raps about the history of 
Africans, and while historically inaccurate10, he wants to educate the children that they 
are more than just descendants of slaves, but of noble people, and that their race had 
prospered in the past. Nas finishes the last verse of his song by directly saying to the 
children he preaches to: 
 
“If the truth is told, the youth can grow / tThen learn to survive until they gain 
control / nobody says you have to be gangstas, hoes / read more learn more, 
change the globe / ghetto children, do your thing / hold your head up, little 
man, you're a king / young princess when you get your wedding ring / your 
man is saying "She's my queen"” (Nas:2002) 
 
Nas believes he has said what needs to be said. Young African-American children can 
prosper and change the world, if only they want to, and Nas seems to believe that it is 
                                                 
9
  Ice – 3.n Drugs/Dope (Stavsky, Mozeson & Mozeson: 1995) 
10
  Nas mentions the black scholars of Timbuktu as teaching Romans, even though these black teachers 
(such as Ahmed Baba) were teaching in the late 1500es, while the Roman empire did not exist after 
the takeover of Constantinople by the ottoman Turks in 1453 
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the role-models of “gangstas and hoes” that are corrupting the youth of the nation into 
believing that it is all they can be. 
Ultimately, while his historical facts are a bit iffy, Nas proves in this song that you can 
make a “nice, positive” rap song about teaching children to respect themselves, and still 
get a high-selling rap album. Instead of revolution against the “white” society like many 
other rappers, he instead wants to revolt against the low ambitions and glorification of 
lawlessness that he feels his own “black” society is promoting, by telling and warning 
them about the pitfalls that one can encounter while trying to be “cool” and that a life of 
being a “gangsta” is not at all as glamorous as it may seem at that age. 
 
This song is Nas’s highest charting single to date, reaching widespread popularity 
among the general public, peaking, as previously mentioned, at number 12 on the 
Billboard Hot 100, the most internationally respected chart of American popular music. 
Nas has before and since released albums with social commentary, but none of them 
have reached the widespread acclaim and success that “I Can” reached in 2003.  
 
Based on the lyrical content of these rappers, it is evident that the language is much 
more concrete and direct than that of N.W.A. and Public Enemy, whose lyrics seem 
more abstract and bearing more subtle messages than that of Dead Prez, Immortal 
Technique and Nas. It seems that instead of just fighting racism and oppression in 
general or in certain areas, the newer revolutionary rap style knows its enemy better and 
knows of the concrete injustice it is and has been responsible of. This is not to say that 
newer rap artists aren't writing in metaphors (a fantastic example of one is Lupe Fiasco), 
but to emphasize that instead of just being angry at the system, these younger rappers, 
who grew up in a much more globalized world, have a clearer image of the issues of the 
political world, and they provide more elaborate solutions to these problems than the 
rappers of the past. 
As the youth continues to identify less and less with the current political status quo, hip 
hop continues to be strengthened. It has reached and politicized the youth when the 
artists signed by mainstream labels have failed. 
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5.4 The Middle East and North African revolution 
“While we often look to the US for inspirational rappers, we do in fact have an 
abundance of talent right on our doorstep. They are just a click away.” 
Some artists gain many thousands, even millions of views on internet pages such as 
YouTube, although they refuse to sign with corporate labels. And when a rapper such as 
English-Iraqi Lowkey donates all his profits to the people in the Gaza Strip, it creates a 
huge buzz in the media, and it increases the listeners’ awareness about the Palestinian 
situation. 
 
 “It speaks volume for hip-hop’s ability to get people thinking about issues 
 they might not otherwise have done.” (Sudan:2011) 
 
In North Africa, rappers have been revolutionary inspirers for many years. 
 
 “Music is a revolutionary force, with the ability to change your perspective and 
 challenge your understanding of the world, and with the current uprising  across 
 the usually restrictive region these are the perfect  soundtracks.” 
 (Khadraoui:2011) 
 
In Algeria, political awareness is dominating the rap scene and has done so for years, 
despite the regime’s hostility towards it. The country has had issues such  as “high 
levels of unemployment, lack of affordable housing and absence of any real 
opportunities” for a long time. Rappers such as Lofti Double-Kanon mix Darja with 
French and express the political injustice they experience in this mixed language, thus 
fully connecting them with their local listeners. 
In the neighboring country Tunisia, the rapper El Géneral released a song on November 
7, 2010 which was written as a direct message to the country’s president Zine El 
Abidine Ben Ali, and it addressed the country’s problems of unemployment starting the 
song with the lyrics: “Mr. President, today I am speaking in the name of myself and of 
all the people who are suffering…”. (Khadraoui:2011) 
He released the song through Facebook.com.  
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 “Within hours, the song had lit up the bleak and fearful horizon like an 
 incendiary bomb. Before being banned, it was picked up by local TV station 
 Tunivision and al-Jazeera.” (Morgan:2011)  
 
On January 6, 2011, after releasing a new song, he was detained by the police and 
interrogated for three days. Ben-Ali fled the country just eight days later, and he is still 
wanted by Interpol due to charges of alleged property theft and the illegal transfer of 
foreign currency.  
 
 “The history of hip hop as the music of the underprivileged and marginalized 
 group is alive in North Africa, and the music’s decades long fight against 
 government corruption and a broken system will continue to break the silence t
 hat the regimes have imposed on their citizens”  
 (Khadraoui:2011) and (Morgan:2011) 
 
These politically critical rappers have emerged across North Africa and the Middle-
East, and they’ve been important figures in the revolts of Egypt, Libya, Syria, Gaza, 
Yemen. (Freemuse:2011) and (Sinjab:2011) 
 
By using rap as a medium, the middle-eastern people are following a movement similar 
to the black uprising in the 70es, and there is sure to be different ways of interpreting 
the “revolution” they are agreeing to undertake. While some would prefer to take a 
more peaceful approach similar to a Martin Luther Jr. many seem to prefer a more 
stringent, violent rebellion such as Malcolm X and Black Panther type rebellions if we 
are to continue our perspective towards the black uprising in the United States of 
America, one might presume that these rappers have listened to classic spoken word 
albums from the Black Panther era such as Gil Scott-Herons classic “The Revolution 
Will Not Be Televised” from 1971, and other works such as those previously mentioned 
that have been influenced by this classic piece of spoken word. By rapping and using 
hip hop, the artists give reference to this culture of “Black America” a cultural uprising 
some of the listeners might consider similar to their own, by giving this illusion of 
“street credit” the rappers are using an urban medium for an urban society of young, 
“Americana inspired” Muslims who are at least familiar with the traditional image that 
the music has in that community, they would instantly recognize a form of music 
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commonly associated with an urban movement of people deemed “lesser” by society 
and with a negative approach to the system in which they live. This could easily help to 
create a mass culture and “Imagined Community” against the system in order to rebel. 
But as has been shown by the successful rebellions, Alexis De Tocqueville was right in 
assuming that it was more a revision of the old system to include more power for the 
people, and suppress the current political institutions, similar to the French revolution.  
With Tocquevilles assumptions that a revolution does not occur with absolute poverty, 
but rather when the people in power relinquish their tight grip on the society the 
revolution in the Middle East seem as a clear example of that theory, and by using the 
mediums such as rap, one could compare the new wave of anti-government Arab 
rappers to the drummers and town criers of the French revolution, and also to the now 
famous painters such as Eugène Delacroix and his work Liberty Leading the People, 
one day history will look back at the history of this struggle and the rap music will both 
be an instigator, but also a recollection of the events that took place both leading up to 
the revolt, during those days and after the rebuilding process began, seen not from a 
media perspective that is mainly outside, but from a representative of the people. Which 
is why Rap is such an effective media for the artists to use, it has a repertoire as the 
peoples media, something everyone can do, spoken word from the heart of the urban 
areas where the “real” population can express their opinion, free of censorship and 
without anything more than a microphone and a beat. 
In short, by using the medium of rap music, the artists in questions are setting them up 
as the “undiluted” truth speakers of the masses in this “Tocquevillean” revolution due to 
their medium and their lyrical context proclaiming the different stages and different 
viewpoints of the public uprising they are living every day, just like N.W.A., Public 
Enemy and Tupac Shakur became the black faces of the hip-hop revolution in the early 
90es, these rappers such as “El Géneral” and “Lofti Double-Kanon” look to emerge as 
the faces of the middle eastern revolutions of 2011. 
 
6. Conclusion  
Throughout our project report we have established that music can function as an 
ideological common ground for people of different social backgrounds, and since rap 
music is focused on its lyrics, it can function in the same way as a political speech 
would. Although the power that this music has shown itself capable of exercising can 
help unify the masses against the oppressors (be it a political leader or an ignorant 
mindset), it is not the catalysator of revolution itself. It is merely a medium for 
expressing the thoughts of the common man, and if the view of the rapper is shared by 
enough people, the music can serve as a (major) factor in gathering those who share 
certain beliefs, norms and/or values. As mentioned in the report, we find it crucial to 
emphasize that the imagined community of hip hop, which is part of the project's title, is 
(in this context, according to us) an imagined community of shared ideological stances 
and not one of clothing, social status or other interests/living conditions. It is, however, 
important to notice that the imagination of such a community may have its roots in such 
shared standards and can thus affect or evolve the ideological stance of the individual. 
Although the sources are obscure, there are countless inputs, on various websites such 
as blogs and fora, of people thanking the artists mentioned in the project for "opening 
their eyes" to the injustices of the world. 
We have uncovered how much a strong political or cultural message in a mass media 
such as hip hop/rap music can have a major impact on a revolution when met with the 
right circumstances. An ideal example is the Tunisian rapper El Géneral posting a song 
with an anti-government message, the song reaching an immense popularity in hours 
and becoming banned from the internet by the mentioned government, the arrest and 
interrogation of the rapper, and the presidential family fleeing the country only a week 
later. 
 
Our three main theories (Anderson's, Marx's and De Tocqueville's) proved very useful 
in analyzing the culture surrounding rap music, with an established imagined 
community seemingly present in the society listening to, and influencing rap music 
corresponding well with many of Andersons main points of feeling a similar creed and 
social sense of well being. 
 
 
 45 
To our surprise, a lot of the N.W.A. texts seemed to have a slight Marxist or Leninist 
touch to them, with a distrust and restrain towards a "bourgeoisie" establishment of the 
culture they fight, a system which they feel does not respect them as equal members and 
which exploits them for personal benefit. And finally the resemblance between the 
North African/Middle Eastern revolutions of late and the French Revolution where an 
oppressed society, with a slightly higher standard of living than what was previously 
found, revolted against a government they see as corrupt; with the artists seemingly 
playing similar roles, both as chroniclers, but this time also as instigators and "voice" 
for a number of people through their music. 
 
We believe that these revolutionarily minded musicians play an important role in the 
shaping of the future youth. As mass media will highly probably continue to flourish, it 
is definitely a possibility that the generations to come will feel these medias' presence in 
an even greater manner than our generation - and let their identities be shaped by the 
medias. Thus, it is up to the future artists to decide their lyrical content, and their 
inspiration lies of course in the past. Be it rap music or any other genre, the message is 
what's of importance, and we can only hope that the world of tomorrow will pay 
attention to the socio-political complaints found in music, and that lyrics reflecting 
realities of social injustice will continue to proliferate and have an educational effect. 
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7. Afterthoughts 
Given more time, one could have proceeded to get first hand sources on the impact of 
rappers in the Middle East and at the Los Angeles Riots, by talking to the people in 
these areas and how it would have affected them. This way, one would have gotten 
more hard data to analyze and given a more definite area of impact instead of relying on 
second hand sources and theoretical approaches to people's reactions. 
 
Also, we could have conducted excessive surveys to see how people with little to no 
experience with hip hop would react to some different lyrical content from various 
songs and thereby get a deeper understanding on how rap and hip hop work as a 
medium and as a culture by looking at how people view the culture based on the music. 
This would have given a deeper insight into the limitations of the medium as well as 
more solid first hand material to base our assumptions on the perception of the music 
upon. 
 
If we were also to look deeper into the recent North African/Middle Eastern revolutions, 
we could with great certainty get even more examples of rap and music in general being 
a catalyst to gather the rebellion into an imagined community by ways of its lyrical 
content and its symbolic value. However we did not feel like this was needed as we 
have collected many of examples from the revolution, and since this was not our main 
focus we decided that our current examples sufficed to prove our point about the 
imagined community being established and to draw our comparisons both to the Los 
Angeles Riots of 1992 and the French Revolution as presented by Alexis De 
Tocqueville. 
As for the lyrics we chose, we had several names up and had researched many rappers 
in order to find some that fit the message we wanted to convey. By choosing mainly 
well-known rappers with big or moderate hits such as N.W.A., Nas and Public Enemy 
to the, for us until this project at least, slightly more obscure rap artists/groups such as 
Immortal Technique we feel like we have covered all the basic plates as to revolutionary 
rap.  
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We could have put more emphasis on the very earliest spoken word albums or many 
other well known rappers such as Gil Scott-Heron or Tupac Shakur who take different 
approaches to the notion of “revolution” but we felt that our current examples carried 
enough weight to establish a meaningful analysis of the different approaches 
revolutionary rap and how it directly, or indirectly affected the people it tried to reach. 
 
There are of course always things one can improve upon if given hypothetical resources 
such as time and money, but we are quite satisfied with our collection of data and our 
dispositions considering the time and resources available and we would likely make 
many of the same decisions again if we were to start from scratch with the same time 
and resources. 
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